THREE POINTS OF A TRIANGLE. ITALIAN, LATIN AND GERMAN ORATORIOS AND SEPOLCROS IN THE EARLY 18 TH CENTURY CENTRAL EUROPE
This paper could also bear the alternative title: "Oratorios on the run". Looking for the oratorio sources in the Bohemian collections can be challenging even today -there are works, which evade the research for a long time -years and even decades. The three points of a triangle apply not only to the languages of the oratorio and sepolcro texts discussed here, but also to the regions from which these libretti stem (Bohemia, Saxony and Silesia). As a rule a clue to a riddle originating in one region lies in another country; in the process of searching, the primary triangular figure can indeed expand into a quadrangular or even pentagonal shape. písemnictví, vol. I, Praha: Památník národního písemnictví, 1966 , p. 97-131, vol. 2, Praha, 1967 , p. 115-188, vol. 3, Praha, 1968 , p. 190-201, vol. 4, Praha, 1969 9 This work was intended for productions in Prague and in Dresden -the Diarium Domesticum mentions the printing of five hundred and fifty libretti, one hundred of which went to the Dresden Royal court, ('Exemplaria latino idiomate impressa fuerent 550, centum pro Capella Regia Dresdnensi, 450 pro nostra'; the cost of printing and assembling of the libretti was eighteen gulden and thirty-six kreuzer).
The title page of the libretto of Deus propter scelera, published by the Prague Jesuit Clementinum printing office, offers no hint as to the direction which the researcher should take in identifying the composer: 12 Generally speaking, foreign oratorios were performed in Prague between one and several more years after they were composed. Therefore, Deus propter scelera might have been Johann David Heinichen's work; however, no composition of his, aligning with this text is currently known.
The libretto of Leonardo Leo's Sant' Elena al Calvario in the National Library in Prague (1734), is a striking example of a Latin translation of Pietro Metastasio's text.
13 However true to the original, it lacks its poetic elegance -a feature characteristic for most of the Prague Latin and German oratorio translations. There are two additional da capo arias -Sollicitus fossor (inserted into the first act of the oratorio) and Barbara dira effera (in the second act). Both are sung by the character of the Roman woman Eudossa (alto); none of them is found in any 10 Cf. Prague, National Library, 34 C 319 18 Until now, the texts of these arias were known only from two motets by Jan Dismas Zelenka -Sollicitus fossor (ZWV 209) and Barbara dira effera (ZVW 164), both currently among the holdings of the Sächsische Landesbibliothek in Dresden; no other settings of these texts by another composer are known at present. In the Dresden version, Barbara dira effera is extended by a recitave Vicit leo followed by Alleluia, which are missing from the Prague version; the second and third movement might have been added later for a performance in the Dresden Court Church. Both texts are related to Saint Helen's invention of the Holy Cross. Sollicitus fossor and Barbara dira effera might have been originally composed as insertions in Leonardo Leo's oratorio; if this was true, Jan Dismas Zelenka supplied Prague Jesuits with new music as late as the 1730s. There is, however, no source to support this hypothesis; further research is required here.
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Translating Sant' Elena al Calvario into Latin for the Prague performance in the Kreuzherren church, appears to have been a straightforward process. The Jesuit ways of approaching the same task were quite different. In theory, the dedication suggests direct translation and usage of all music material, similar to the case of Leonardo Leo's Sant' Elena al Calvario. In practice, the rules of translation followed a different work pattern here, one which can also be seen in the re-working of Diogenio Bigaglia's Passione d'Abele Innocente (see later). The oratorio was produced 'Am H. Charfreytag Nachmittag um 12. The Hamburg score also omits the opening chorus, and, following the overture, introduces the Giustizia Divina directly.
From this point on, the Italian and German version differ considerably. In the German version, the part of Giovanni is omitted, and, therefore, the original quartet setting of the concluding ensembles is changed into terzettos. In the second act (Anderter Theil), the translation omits the opening dialogues between Giustizia and Maria, and Maria and Giovanni, and only introduces Giustizia's first recitative ('Ecco l'opra gia s' appresta'), i. As no full score is available, it is difficult to fully assess the final shape of the Prague re-working of Nicola Porpora's sepolcro score. The Prague libretto suggests changes, possible replacements of original arias and ensembles by different music, relative to the performing forces available. According to its title page, the sepolcro was produced by music lovers (i. e. perhaps also the Jesuit College 24 survives in the library of the Kreuzherren monastery in Znojmo-Hradiště (Znaim, South Moravia). In the last decades it has been difficult to access, due to the 1990s restitution of the Order collections back to the Kreuzherren. 25 Its availability has been, however, vital for research on the second libretto, which originated in the Jesuit College in Brzeg/ Brieg, Silesia, and was published by the Breslau Jesuits in 1739, and also on the third libretto, from Silesian Klodzko/Glatz. Bigaglia's oratorio was produced there in 1742 in the local parish church, administered by the Jesuits. The Klodzko libretto is in Prague, in the National Museum -Czech Museum of Music, 26 the Brzeg libretto is in Wroclaw (Breslau). 27 The two Silesian libretti are not fully As in the case of the translation of Nicola Porpora's Il trionfo della divina giustizia, here the changes are structured not only for text's to the broad public (via translating the Italian text into German; in the well educated higher society circles, Italian was, in that time, commonly understood), but also in order to strenghten its mission (stressing the relation between the sin, its punishment, and God's mercy, rather than presenting a common Holy Sepulchre scene, directly or in the form of an allegorical play). This is another very interesting example of Jesuit translation of an Italian text into German; more about this matter (and the ways of repurposing original literary and musical works in general) may be revealed through future research.
